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BETRAYED BY THE BIBLIOGRAPHIC RECORD:
HOW CATALOGS CONSTRUCT AUTHORSHIP
AND CONSTRAIN THEIR OWN AUTHORITY
By Rachel E. Scott

As librarians, we are trained to trust library catalogs. When a creator’s
name appears in a field indexed as an author, as opposed to as a keyword
elsewhere in the record, we understand that an information professional
has encoded the creator’s name in an author indexed field thereby ascribing authorship.1 We know that this is only done when the creator’s
name is explicit on the item or meets other guidelines for attribution. We
know that the creator’s name would be qualified or presented with contextualizing notes if there were any discrepancy or hesitations about their
relationship to the work. We know these things because they are codified
in various cataloging rules and encoding standards that we study in our
Library and Information Science (LIS) programs; our library and archival colleagues who may not have an LIS degree nonetheless know these
rules and standards because they are learned and reinforced on the job.
I had certainly held these things to be true, until the universe delivered
a painful blow by means of a faulty and completely unqualified authorial
attribution. Despite numerous red flags, and much to my detriment, I
believed the attribution because questioning the work of an information
professional more familiar with the collection simply did not occur to
me. The following presents a cautionary tale of a librarian seduced and
betrayed by the bibliographic record.
THE ALLEGED CREATOR

The literature surrounding Alma Mahler is vast and proliferates rapidly
because she holds a great deal of interest and intrigue as a subject. She
was somewhat successful in controlling the narratives surrounding her

Rachel E. Scott is the associate dean for information assets at Illinois State University’s Milner
Library, where she oversees the library’s access and technical services, collection development, scholarly communication initiatives, and cultural heritage activities. Scott recently completed a PhD in historical musicology and conducts research at the intersections of information literacy, library collections and their discovery, music bibliography, and scholarly communications.
I am grateful to Linde Brocato, Mark Danley, Kenneth Kreitner, Jeremy Orosz, Janet Page, and the
anonymous reviews of this journal for their thoughtful questions and suggestions.
1. Exceptions include records generated by artificial intelligence.
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life and fulfillment as muse in her published memoirs.2 By asserting that
she was fulfilled in her mission to clear the way for men of genius, however, she shifted attention away from her compositional work.3 Among
those who have written about her life and loves, there are few authors who
are interested in Alma Mahler as a composer.4 Perhaps accordingly, it is
easy for unknown information to slip through the cracks. When Mahler’s
song “Einsamer Gang” was discovered in the Mahler-Werfel Papers at
University of Pennsylvania and published in 2018, it provided hope that
her other works, long thought to have been lost to the destruction of
World War II, might surface.
Given my assumptions around authorship and attribution in library
catalogs, my hope that unknown songs may be out there for the finding,
and perhaps my eagerness to advocate for the legitimacy of Mahler as
a composer, I was the perfect candidate to be duped. I was writing my
dissertation at the time and compiling a list of compositions attributed to
Alma Mahler. In the process, I encountered a handful of works attributed
to Mahler and not addressed in the scholarship surrounding her composition. For some pieces, such as the “Lulu Galop,” presented in figures
1 and 2, I ruled out the possibility of authorship very quickly. This piece
includes a copyright date of 1870 and Mahler was not born until 1879.
Furthermore, these pieces differed rather drastically stylistically from her
published songs, and the copyright was filed in the US District Court for
the Eastern District of Missouri.5 This leap from A. to Alma Mahler is the
sort of thing that can happen when an initial has a strong gravitational
pull.6

2. Alma Mahler-Werfel, And the Bridge is Love (New York: Harcourt Brace, 1958); Alma Mahler, Mein
Leben (Frankfurt am Main: Fischer, 1960). Both have been translated and published in various editions.
Manuscripts related to Mahler’s memoirs are housed in the Mahler-Werfel Collection at the University
of Pennsylvania, Penn Libraries: https://www.library.upenn.edu/collections/special-notable/groups
/mahler-werfel-collection.
3. “Ich bin tief erfüllt von meiner Mission, diesem Genie die Steine aus dem Wege zu räumen!”
Mahler-Werfel, Mein Leben, 28. Her role as muse and creative spirit has more recently been appropriated by scholars as powerful and productive; see, for example, Megan Brandow-Faller, “Man, Woman,
Artist? Rethinking the Muse in Vienna 1900,” Austrian History Yearbook 39 (2008): 92–120; Martina
Steiger, “Alma Mahler: ‘Achtung Scheck!’ Alma Mahler als Mäzenin von Alban Berg und Arnold
Schönberg,” Österreichische Musikzeitschrift 63, no. 10 (2008): 17–30.
4. For example, Susan Filler, recently deceased, and Susanne Rode-Breymann have both published
scholarship on Alma Mahler as a composer. Anthony Beaumont, through his work on Alexander
Zemlinsky, and Jörg Rothkamm, through his work on Gustav Mahler, have also investigated the compositional work of Alma Mahler. Knud Martner has published on Gustav Mahler and is planning a
book on Alma Mahler as a composer.
5. “Lulu Galop,” attributed to Alma Mahler, https://catalog.hathitrust.org/Record/102304294.
6. I am grateful to my colleague Angela Yon for her work to revise these records in OCLC and to notify the cataloging department at University of Michigan who holds the physical copy of the score and
the institution that created the original record.

02-907-159 Notes 78.4 Articles v3  03/29/22 Page 520

520

Notes, June 2022

Fig. 1. HathiTrust record for “Lulu Galop,” incorrectly attributed to Alma Mahler.

Fig. 2. HathiTrust scan of “Lulu Galop.”

Other “finds” were more promising, most especially two manuscript
song settings of “Hälfte des Lebens” in the Austrian National Library.7
That Mahler was listed as the composer of the two lieder—the primary
genre in which Mahler composed and the only genre in which her surviving works exist—in a collection that includes manuscripts of verified settings by Mahler, lent credibility to the attribution.8 Despite uncertainties
in the hand and differences in style, the attribution of the two new pieces
to Mahler was made plausible, at least to me, by idiosyncrasies in their notation and the presence of these pieces in the estate of her close friends,
7. “Hälfte des Lebens: [Lied für Singstimme und Klavier.],” accessed 7 July 2021, http://data.onb
.ac.at/rec/AC14320990.
8. The catalog records for the other two manuscripts are http://data.onb.ac.at/rec/AC14320989 and
http://data.onb.ac.at/rec/AC14279530.

02-907-159 Notes 78.4 Articles v3  03/29/22 Page 521

Betrayed by the Bibliographic Record

521

Fig. 3. Austrian National Library catalog, “Hälfte des Lebens: [Lied für Singstimme und
Klavier.],” accessed 11 January 2022, http://data.onb.ac.at/rec/AC14320990.

Fig. 4. Austrian National Library Primo catalog, “Hälfte des Lebens: [Lied für Singstimme
und Klavier.],” accessed 11 January 2022, http://data.onb.ac.at/rec/AC14320990.

Alban and Helene Berg, alongside some of her other song settings. In
short, my optimism overruled my critical thinking and persisted despite
several impending red flags.
The Descriptive Cataloging of Rare Materials (Music) (DCRM[M]) states: “If
a statement of responsibility for a person or corporate body connected
with the work does not appear in the resource, and an attribution is
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available, give the information in a note. Include the authority for the
attribution whenever possible.”9 As demonstrated in figures 3 and 4, the
catalog records for the settings of “Hälfte des Lebens,” held in the Alban
Berg Nachlass at the Austrian National Library, provide no such qualification of the attribution of the work to Alma Maria Mahler-Werfel.
THE WORK

After requesting and receiving the digital surrogates from the Austrian
National Library, I saw that Alma Mahler’s name was not on either document (presented in figures 5 and 6). As noted in the DCRM(M), when the
responsibility for a person connected with the work does not appear in
the resource, an attribution and authority for the attribution can be given
in a note. As this was not the case, I reached out to the librarian who had
facilitated my order of the digital surrogates to attempt to confirm on
what basis the settings had been attributed to Alma Mahler. I was largely
unsuccessful; I learned in this email correspondence that the cataloger
likely made this attribution (“Ich nehme an, dass die Katalogisiererin
Alma Mahler als Komponistin eingetragen hat.”) I was still holding out
hope that the individual who processed these settings had access to (uncited) documents that confirmed the attribution.
THE RED FLAGS

Described in the catalog record as an autograph—a manuscript written
in the hand of a particular person—score of “Hälfte des Lebens von Fr.
Hölderlin. [Lied für Singstimme und Klavier.],” the manuscript is two discrete musical settings of the same text.10 Friedrich Hölderlin (1770–1843)
was a poet associated with German Romanticism, but who was not widely
set by nineteenth-century composers; interest in his work was revived
through the delayed publication of several works in the twentieth century.11 Alma Mahler does not document setting any of Hölderlin’s other
9. Descriptive Cataloging of Rare Materials (Music), 7B6.4. Attributions 7B6.4.1. https://rbms.info/files
/dcrm/dcrmm/DCRMM.pdf. International best practices also promote accuracy in attribution; the
IFLA “Statement of International Cataloguing Principles” notes that “A description should represent
a resource as it appears. . . . Bibliographic and authority data should be an accurate portrayal of the
entity described,” https://repository.ifla.org/handle/123456789/80.
10. Nicholas Matson, “Autograph (i),” Grove Music Online. 2001; 21 August 2021, https://www
.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630
-e-0000001567. Matson notes that an autograph is, “in normal musical parlance, the manuscript of a
work in the hand of its composer.”
11. The LiederNet archive—intended to be illustrative and not definitive or comprehensive—shows
that all of the composers who set “Hälfte des Lebens” were active in the twentieth century. Examples
include Benjamin Britten, Gordon Kerry, Gideon Klein, Ernst Ludwig Leitner, György Ligeti,
Wolfgang Michael Rihm, and Dmitri Nikolaevich Smirnov, 8 July 2021, https://www.lieder.net/lieder
/get_author_texts.html?AuthorId=1223.
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Fig. 5. “Hälfte des Lebens,” dated 1925, Austrian National Library,
Musiksammlung Signatur: F21.Berg.3116/2.
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Fig. 6. “Hälfte des Lebens,” dated 1927, Austrian National Library.
Musiksammlung Signatur: F21.Berg.3116/2.
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texts and if she did, they have not survived.12 Although the catalog record
indicates that they are undated (ohne Jahresangabe), dates are inscribed
on both pieces—one 1925 and the other 1927.13
The catalog description indicates that it is an autograph written in ink,
and two pages, each of which measures 33.5 x 27 cm. It is worth noting
that several of the manuscripts surrounding Alma Mahler’s compositions
are not in her own hand, and if these also are not, I convinced myself, it
was not necessarily evidence that she did not compose them.14 The collection inventory number (F21 Berg 2116/2) is stamped in the lower-righthand corner of the piece dated 1927. These pieces are in the library’s
Alban Berg collection and their provenance is listed as the collection
of Alban and Helene Berg.15 The online catalog currently includes 293
music manuscripts (Musikhandschrift) in the Nachlass Alban Berg, for
which Berg has authorial responsibility of 255. Berg contemporaries including Arnold Schoenberg (thirteen manuscripts) and Alma Mahler
(three manuscripts) are also represented, among others. In addition to
“Hälfte des Lebens,” Mahler’s settings of “Der Erkennende” and “Hymne”
are also in this collection and listed as undated. “Der Erkennende” was
composed in 1915 and is thought to be her latest surviving lied.16 The inclusion of “Hymne” in the estate of Alban and Helene Berg makes great
sense—the song was dedicated to Helene, as shown in figure 7.

12. She was, however, familiar with the work of Hölderlin; at least two letters from Gustav to Alma
Mahler mention the poet. The 15 December 1901 letter identifies Hölderlin as one of Gustav’s favorites: “Weißt Du, daß der ein Lieblingsdichter und -Mensch von mir ist?” Gustav Mahler, Ein Glück ohne
Ruh’: Die Briefe Gustav Mahlers an Alma, ed. Henry-Louis de la Grange and Günther Weiß (Munich: btb
Taschenbücher, 1997), 95.
13. I have no evidence to confirm these dates; the dates may have been added later or the pieces may
have been written earlier and copied in 1925 and 1927, but the serial techniques in the setting labeled
1927 suggest that year as an appropriate possibility.
14. The manuscript of Vier Lieder (1915) is in Gustav Mahler’s hand and has corrections from both
Alma and Gustav. This manuscript is reportedly in the collection of Henry-Louis de la Grange, and it
was also microfilmed in 1956 and added to the Toscanini Memorial Archives at the New York Public
Library. Susan Filler, Alma Mahler and Her Contemporaries (New York: Routledge, 2018), 9; [Four songs
by Alma Mahler], “Gustav abschriften meiner Lieder, 1911, Alma Maria Mahler.” Toscanini Memorial
Archives, ZBT-51, no. 5. New York Public Library.
15. “Aus dem Besitz von Alban und Helene Berg”; It was around this time (14 July 1926), as Mahler
reports in Mein Leben, that she had become quite close to Alban and Helene Berg. Alma MahlerWerfel, Mein Leben (Frankfurt: Fischer, 2008), 171–74. Mahler’s frequent correspondence with Alban
and Helene Berg also suggests the closeness of Mahler with both Alban and Helene Berg. Immer wieder
werden mich thätige Geister verlocken’: Alma Mahler-Werfels Briefe an Alban Berg und seine Frau, ed. Martina
Steiger (Vienna: Seifert Verlag, 2008).
16. Mahler wrote in Mein Leben that she composed “Der Erkennende,” on a text by her future husband Franz Werfel, in October 1915. She describes her reaction to the poem: “Das Gedicht schlug über
mir zusammen . . . ich war vollkommen gebannt und der Seele Franz Werfels ausgeliefert . . . Ich habe,
auf den Semmering zurückgekehrt, das Gedicht komponiert. Mahler-Werfel, Mein Leben, 82. “Hymne,”
on a text by Novalis, was published in 1924 and the date of composition is not known with certainty.
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Fig, 7. Dedication from Alma Mahler to “my beloved” Helene Berg.

I was surprised by the handwriting and notation in “Hälfte des Lebens.”
If these were indeed Mahler’s autographs, the handwriting is considerably different from, say, her dedication to Helene Berg in figure 7, which
is larger, slanted, and characterized by loops. Much of Mahler’s unpublished correspondence and other writings are also written in this purplish
ink, which had become familiar and likely shaped my expectations. Figure
8 presents an image of an autograph manuscript of Mahler’s “Einsamer
Gang,” which she mentions having composed in a 15 September 1899
diary entry. It features handwriting that more closely approximates her
other writings.17 One notes idiosyncrasies of Mahler’s notation here, such
as the seemingly random placement of flat symbols in the key signature.
I convinced myself that the paper used and the accommodation to the
smaller staves may account for some of the differences; “Einsamer Gang”
has four three-staff systems per page and the K.U.V. Beethoven Papier
used for “Hälfte des Lebens” has five.
The handwriting also differs slightly between the 1925 and 1927
pieces, but a note in the 1925 manuscript in figure 5 begs forgiveness
for bad handwriting on account of an arm injury, which may explain
differences.18 I tried to convince myself that the notation in “Hälfte des
Lebens” appears similar to the “Der Erkennende” manuscript, shown in
figure 9, which is also recorded as being an autograph score, and which
we can be certain is her work, if not also in her hand. Jörg Rothkamm
notes “While the writing in ‘Der Erkennende’ seems to be somewhat
provisional and amateurish, the writing in ‘Hymne’ . . . was written very

17. Alma Mahler-Werfel, Tagebuch Suiten, 1898–1901, 194: “I consider the poem very fine, and have, I
believe, caught its atmosphere pretty well.”
18. “verzeihen Sie die schlechte Schrift, die infolge einer Armverletzung schlecht ist.”
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Fig. 8. “Einsamer Gang,” autograph manuscript, dated 16 September 1899, folder 1895.
Mahler-Werfel papers, Kislak Center for Special Collections,
Rare Books and Manuscripts, University of Pennsylvania.

legibly by a professional copyist in black ink.”19 The paper used for “Der
Erkennende” has twenty-four staves per page and the writing is compressed in a way that would not have been required in “Einsamer Gang.”
Although there may be some similarities between “Der Erkennende”
and “Hälfte des Lebens,” the handwriting does not offer definitive proof
of their authorship or hand. I had found the non-standard notation practices, however, more compelling than the notation and hand. Mahler’s
primary composition teacher, Josef Labor, was blind and was unable to
correct errors in her notation. Accordingly, her notation can demonstrate
idiosyncratic or inconsistent practices, especially when in draft or uncorrected form. In the 1925 setting of “Hälfte des Lebens,” for example, dots
appear to be missing from eighth-notes in measure five and a beat of accompaniment is unaccounted for in measure fourteen. The 1927 setting
has similar issues; in the first measure of 44, the C ♮ s are notated as a tied
19. Jörg Rothkamm, “ ‘A Husband and Wife Who are Both Composers?’ An Unpublished Song
Version of the So-called ‘Erntelied’ (‘Gesang am Morgen’) in the Hand of Gustav Mahler in Light
of the Correspondence Between Alma Mahler and Walter Gropius.” News about Mahler Research 72
(2018): 31.

of the
äne.”
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Fig. 9. “Der Erkennende,” Austrian National Library.
Musiksammlung Signatur: F21.Berg.3116/1.

sixteenth- and eighth- instead of a dotted eighth-note, and in the third
measure of 45, an eighth-note is unaccounted for.
Another red flag is the dating of these settings; at 1925 and 1927 they
would have been composed a full decade after Mahler’s latest piece with a
known date of composition. It seems clear that she was not studying music,
at least not formally or with a teacher, and certainly not consistently, during
the 1920s.20 It is also clear, however, that Alma Mahler did not observe
Gustav’s demand that she cease all compositional activities. In fact, Gustav
rescinded the ban shortly before his 1911 death; he praised her songs and
helped to ensure that they were published.21 But Gustav’s encouragement
may have come too late; Alma asserts in an interview with Jimmy Berg (no
relation) that it was not easy to begin composing again.22 She did try again,
however, when she composed “Der Erkennende” in 1915.
I was undeterred by the fact that Mahler did not detail her music making or compositional interests in her autobiographical writings during or

20. Susanne Rode-Breymann quotes letters between Mahler and Alexander Zemlinsky from 1904 to
1906 that suggest that the two met to make music, but the frequency or exact nature of such meetings
cannot be definitively established: “Eine Einschätzung der Häufigkeit dieser Termine läßt sich aus den
Briefen nicht gewinnen; vermutlich gab es derer nicht allzu viele—aber es gab sie, und d. h. Alma hätte
Zemlinsky zum Arbeiten gehabt.” Die Komponistin Alma Mahler-Werfel (Hannover: Niedersächsische
Staatstheater / Prinzenstraße, 1999), 129.
21. Mahler records carrying her songs around for years during her marriage to Gustav and one
suspects that she may have occasionally revisited them. She certainly revised those that were published
in 1910, 1915, and 1924, though scholars have speculated about the role of others, especially Gustav
Mahler, in this revision process. See, for example, Jörg Rothkamm, “Wer komponierte die unter
Alma Mahlers Namen veröffentlichten Lieder? Unbekannte Briefe der Komponistin zur Revision
ihrer Werke im Jahre 1910,” Die Musikforschung 53, no. 4 (2000): 432–45; Rothkamm, “A Husband and
Wife Who are Both Composers”; Susan Filler, “Alma Maria Schindler-Mahler,” in Women Composers:
Music Through the Ages, Volume 7: Composers Born 1800–1900, ed. Sylvia Glickman and Martha Furman
Schleifer (New Haven, CT: Thomson Gale, 2003), 649–71.
22. Interview with Jimmy Berg in New York, retrieved 31 January 2022, https://www.alma-mahler.at
/images/movies/interview_berg.mp3.
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after her marriage to Gustav Mahler. I looked instead to her correspondence, strategically searching for insight into the music she was hearing
and studying. Alma Mahler’s letters to Arnold Schoenberg and Alban and
Helene Berg suggest, for example, that she studied the works of both men
at the piano.23 Much of this was limited to the 1900s and 1910s, although
she did write Schoenberg in 1920: “Finally I am here in peace and with—
you. For I can do nothing else by play and sing the Gurrelieder—they haunt
me and make me happy. . . . But your music, Arnold—will not leave me
again.”24 She similarly wrote to Berg in July 1923 that she had been playing through Wozzeck daily, initially counting all of the eighth-notes like a
student until it flowed easily. She notes that her appreciation grew as she
studied the piece and she felt lasting joy in having conquered it.25 Mahler
did not provide definitive evidence on her decision to exclude these activities and exchanges from her memoirs and it raises several questions
about the image she wished to convey in these writings.
Jörg Rothkamm presents a skeptical view of Alma Mahler’s relationship
to compositional activity, specifically her ability to publish the 1924 collection without assistance.26 He suggests that “She once again had doubts
about her capabilities and asked the composer Alban Berg for help.”27
Rothkamm continues to suggest that Alban Berg made several corrections to her song “Hymne,” which is supported by Mahler’s dedication
of the piece to Helene Berg, the presence of the piece in the Alban and
Helene Berg collection in the Austrian National Library, and perhaps the
description of Alban’s contribution as noted in the online library catalog. Although presented in a less than flattering light, Mahler’s alleged
musical dependency on Alban Berg may, I reasoned, lend support to the
23. Schoenberg’s Correspondence with Alma Mahler, trans. and ed. Elizabeth Keathley and Marilyn L.
McCoy (Oxford: Oxford University Press, 2019); Immer wieder werden mich thätige Geister verlocken: Alma
Mahler-Werfels Briefe an Alban Berg und seine Frau (Vienna: Seifert, 2008). In these letters, Mahler specifically mentions studying scores of Schoenberg’s Four Songs for Voice and Piano, op. 2, Pelleas et Melisande,
op. 5; Gurrelieder; and what are likely his Six Songs, op. 3 and Three Piano Pieces, op. 11.
24. Schoenberg’s Correspondence with Alma Mahler, 249.
25. Immer wieder werden mich thätige Geister verlocken, 105: “Täglich spiele ich Wozzek. Ich habe wie ein
Schüler angefangen, alle Achtel aufzuzählen – und nun fließt es schon ganz leicht. Mein Eindruck
wird immer größer, immer bedeutender, immerwährend. Dieses Werk läuft einem nicht nach, man
muss es erobern—aber dann verlässt einen die Freude nicht.”
26. Unfortunately, this is a common theme in the analysis of Alma Mahler’s music and biography.
Jörg Rothkamm cites Alma Mahler’s gendered statements—for example, that Gustav “knew much
more about such matters than she”—as proof of his outsized role in revising the 1915 songs for publication. Rothkamm, “A Husband and Wife Who are Both Composers?” Other skeptical men include
Edward F. Kravitt, “The Lieder of Alma Maria Schindler-Mahler,” The Music Review 49 (1988): 190–204
and Otto Brusatti, “Probleme mit Alma” in Verklärte Nacht: Einübung in Jahrhundertwenden, ed. Otto
Brusatti (Vienna: Niederösterreichisches Pressehaus, 1998), 142: “Angeblich sind sie, die beiden, Alma
Schindler und Alexander Zemlinsky, beim Erfinden dieser neuen Frauen-Musik (?), beim (gemeinsamen?) Komponieren, am Klavier gekauert, für einander, prae-coitiv.”
27. Rothkamm, “A Husband and Wife Who are Both Composers?” 31. There is no letter or other
evidence offered to confirm this assertion.
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attribution of the two manuscripts to her. Perhaps she privately shared
work with Alban and sought his input but did not comment on it in their
limited correspondence or the more thorough correspondence she
maintained with Helene Berg.
By the 1920s, Mahler was intellectually and emotionally far removed
from her period of regular composition lessons and sustained efforts.
Although she did not marry Franz Werfel until 1929, Mahler lived with
him throughout the 1920s and had largely subsumed her routines into
his. In the spring of 1925, for example, Mahler and Werfel returned to
Vienna after an extensive tour that would serve as research for his book
Paul Among the Jews; later that year Mahler accompanied Werfel as he presented lectures throughout Germany. Mahler reports: “I had to keep in
step, to feign youth. I had to devote all my interest in life to his growth.”28
Werfel supported Mahler in her musical endeavors. In an undated letter
around the time of her 1924 publication of Fünf Gesänge, he offers encouragement and the tone suggests that she was not actively composing:
“It would be splendid if, while revising, you might compose another song
or two . . . or rework an older one, in order to fill out these three sections,
but it is not necessary; even just as it is, it will be an excellent, objectively
magnificent edition.”29
The settings of “Hälfte des Lebens” themselves should have convinced
me that these were not the work of Alma Mahler, but I was committed to
exploring the possibility that they were. I was surprised by how different
they are from her published pieces, but still undeterred in my understanding they were hers. The poem has similarities to other texts Mahler
set; it provides a wide emotional spectrum—from gratitude and bliss to
despair and resignation—for a potentially dramatic musical setting. The
music composed to support this text differs from Mahler’s published
works, and even the two settings differ from each other. The settings reveal a strikingly different understanding of the text from 1925 to 1927,
and perhaps different musical aesthetics and influences as well.30

28. Alma Mahler-Werfel, And the Bridge is Love (New York: Harcourt, Brace and Company, 1958), 197.
Although she did keep diaries during this period, they were written less frequently than the 1898–1901
diaries and do not offer a similar sense of her day-to-day existence.
29. Translated from German by Violet Lutz and excerpted in the Mahler-Werfel finding aid, https://web
.archive.org/web/20190727092913/http://dla.library.upenn.edu/dla/ead/detail.html?id=EAD_upenn
_rbml_MsColl575. The original letter is held at UCLA; a typescript of the letter is in folder 1449;
a photocopy of the original letter is in folder 1488. Mahler-Werfel papers, Kislak Center for Special
Collections, Rare Books and Manuscripts, University of Pennsylvania.
30. I am grateful to Jeremy Orosz for noting that in Alban Berg’s first fully serial work, “Schließe mir
die Augen beide” (1925), Berg returned to a text he had set in 1905. These two settings were intended
for publication in a Universal Edition collection to celebrate the company’s 25th anniversary in 1926.
Marianne Steiger notes: “Alban Berg komponierte für diesen Anlass ein zweites Mal Storms Gedicht
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Fig. 10. Initial statement of the row in the vocal line at the opening of the song.
An inversion of the row begins at “Rosen” and ends on “Schwäne.”

The vocal lines in these settings, especially in the 1927 setting, are disjunct and dissonant. It was challenging for me to find Mahler’s gift for
melody in these settings, though the 1925 setting was more lyrical. It includes a tighter vocal line with primarily stepwise motion, much of which
is chromatic, and stays within a limited range (from c♯ to f ♯1). In contrast,
the 1927 setting is characterized by an extended vocal range of over two
octaves (from G below middle C to b2) and dramatic and frequently dissonant intervallic motion. Due to its extended range, relatively complex
rhythms, and lack of tonal grounding, this setting was far more vocally
challenging to perform than any published Mahler piece. The 1927 piece
appears to be influenced by serialism. As shown in figure 10, the 12-note
opening vocal phrase is immediately repeated in inversion. The initial
row statement is repeated later in the piece, but the piece may not make
sufficient use of serialist techniques to be considered serial throughout.
The relatively sparse piano accompaniment is also stylistically different
from what Mahler employed in her lieder. The thinner and more episodic
piano parts evoke atonal songs written in the early twentieth century and
not the Wagnerian models she held as aesthetic ideals as a composition
student. This setting also provides what would have been Mahler’s only
‘Schließe mir die Augen beide.’ Am Deckblatt des Autographs steht: ‘Schließe mir die Augen
beide’ 1905 und 1925 komponiert – Emil Hertzka zum 25jährigen Bestehen der UE gewidmet.” In
a 25 January 1926 letter from Alma Mahler to Alban Berg, she expresses frustration that none of her
works were selected for inclusion in this volume. “Immer wieder werden mich thätige Geister verlocken,” 134.
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use of extended technique that I have noted in her surviving songs. Near
the end of the piece, the composer marked the final chord in the right
hand “flag.,” short for flageolet, a piano technique in which keys are silently depressed so that dampers are raised, and the strings can vibrate
sympathetically. If these pieces had been the work of Alma Mahler, her
use of extended piano techniques—and more importantly, serialist techniques—would have confirmed that she was composing music into the
late 1920s. I was very committed to the idea of Mahler continuing her
compositional work while also suppressing it from the historical record.
All of this was unfolding as the deadline for my dissertation loomed,
and I had to make some hard decisions. On one hand, if I was right—
and there was substantial reason to hope that I was—I had a pretty sensational, biography-changing discovery on my hands, one which definitely
belonged in the dissertation. If I was wrong, I did not have a compelling
conclusion for the dissertation. Importantly, however, there was little time
to decide the matter with any finality. And so I did what a doctoral student in this kind of predicament should do: I consulted my committee.
Over a number of long and thoughtful discussions, they lent their characteristic and welcome combination of rigor and sympathy to the cause and
advised me to leave it in—but to qualify it, honestly express my level of
doubt versus certainty, and to follow up on the subject in another paper.
I leaned into the speculative nature of the attribution, concluded the dissertation with a chapter that explored the possibility that Alma Mahler
composed these pieces, and hoped to further discuss the pieces at an upcoming conference.
OOF

Shortly after my defense, I reached out to a music theorist with an extensive knowledge of the Alban Berg Nachlass and the details of his music
and biography. I explained that I had encountered “Hälfte des Lebens,”
which has been attributed to Alma Mahler, in the process of compiling
a works list for my dissertation. I shared that I had hoped to present on
these settings at an upcoming conference and welcomed her input on
several questions, including the questions I had not thought to ask:
1. Do you know of any connections between these pieces and Alban
Berg? (The description indicates that they are from the estate of
Alban and Helene Berg, but the other Alma Mahler pieces from
their estate have more obvious connections to Alban and/or
Helene Berg.)
2. Are there other, similar pedagogical documents in the Alban
Berg collection? (These pieces do not seem to be written for
publication, but rather for study. You’ll note that the two settings
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treat the same text, much like Berg’s first foray into 12 tone composition with “Schliesse mir die Augen beide.”)
3. I have been unsuccessful in determining on what evidence these
pieces were attributed to Alma Mahler by the Austrian National
Library; have you encountered errors or discrepancies in the description or processing of the Alban Berg collection?
4. Relatedly, have you any other ideas about the attribution of these
pieces?
The scholar responded very generously and quickly, noting as I did that
the handwriting is not at all like Alma Mahler’s—a discrepancy which,
as previously mentioned, I had rationalized to myself. More damningly,
she noted that there have been “many, many errors in identification of
manuscripts in the Alban Berg Nachlaß, attributable to [a specific individual].” With this bad news, my heart sank. My assumptions about the
attribution of authorship in the library had clouded my critical thinking
and prevented me from seeing what was in front of me.
All of the evidence suggesting that the pieces were most likely not the
work of Alma Mahler elicited the question of whose work they might be.
This scholar kindly and generously put me in contact with another Alban
Berg scholar who suggested similarities between one of the settings to a
version of Stefan Wolpe’s (1902–1972) first song of his Fünf Lieder nach
Friedrich Hölderin and noted that this might be interesting for the Wolpe
scholars. The attribution to Alma Mahler of what is likely Stefan Wolpe’s
work, then, has kept these settings from the attention of Wolpe scholars
and out of the literature.
In some ways this is the oldest academic tragedy in the book: the Big
Discovery that is neither. If I am searching for silver linings, though, I can
claim that my “find” delivered an unknown manuscript into the hands
of an appreciative Wolpe scholar. Had I been working on a publication
without the deadlines attendant to a dissertation, I would likely have
completed a more thorough investigation before finalizing and submitting it. But time impended, and I chose, with the input and advice of my
committee, to qualify my “find” and to move forward. I am working on
showing myself the grace I show others and forgiving myself.
CONSTRUCTING AND CONSTRAINING AUTHORITY

As I grieve the loss of a prospective discovery, I have reflected on
what transpired and why I was uniquely situated for such a spectacular
letdown. Like most librarians who offer information literacy instruction, I have some familiarity with the Association of College & Research
Libraries’ (ACRL) Framework for Information Literacy (Framework). I can
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make a connection to my saga between all of the frames in the Framework.
“Information Creation as a Process” was exemplified in the attribution
of two lieder, first to Mahler and now to Wolpe, and the surrounding
processes of research and dissemination. My reluctance to ask some of
the important questions—or to accept their answers—about the manuscripts in hand demonstrates my resistance to “Research as Inquiry.”
“Searching as Strategic Exploration” was evident as I searched Mahler’s
correspondence for insight into the music she was hearing and studying
in the 1920s when I could not find this information in her autobiographical writings.31 The two frames that felt particularly relevant as I thought
through how my dual roles of librarian and student-scholar came into
conflict, however, were “Authority Is Constructed and Contextual” and
“Scholarship as Conversation.” Specifically, I gained a new understanding
of the role of information professionals in constructing and contextualizing authority and I learned the hard way how essential conversation is to
scholarship.
The ACRL frame “Authority Is Constructed and Contextual” opens with
an assertion that “Information resources reflect their creators’ expertise
and credibility, and are evaluated based on the information need and the
context in which the information will be used.”32 When I had previously
incorporated this frame into my instruction, I asked questions about the
contextual needs of my students and encouraged them to consider how
authority is constructed, conferred, and perceived among different communities.33 My focus was on the information resources and information
needs, not the systems of information retrieval or the professionals doing
the intellectual work that enables information discovery and retrieval. I
had not previously given much thought to the role of librarians—and
catalogers in particular—in framing the expertise and credibility of the
creator. Having gone through this experience, however, I have a heightened awareness of the powerful role of information professionals in
framing and constructing the authority of authors. As information professionals, we invest in our systems and teach them to our users; we often
assert that users can trust what they find in library catalogs. Perhaps all
would be better served by emphasizing human mediation of information
and critical thinking about library systems and the authority they ascribe.
31. I would like to thank an anonymous reviewer for pointing out this connection to the Frame.
32. Association of College & Research Libraries, Framework for Information Literacy for Higher
Education, accessed 23 July 2021, https://www.ala.org/acrl/standards/ilframework.
33. Many articles on this frame also focus on the authority of authors and the information resource.
See, for example, Laura Saunders and John Budd, “Examining Authority and Reclaiming Expertise,”
The Journal of Academic Librarianship 46, no. 1 (2020): https://doi.org/10.1016/j.acalib.2019.102077;
Andrea Baer, “It’s All Relative? Post-truth Rhetoric, Relativism, and Teaching on ‘Authority as
Constructed and Contextual,’ ” College & Research Libraries News 79, no. 2 (2018): 72–75, 94: https://doi
.org/10.5860/crln.79.2.72.
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When catalogers confer authorship of a single item, they are also linking it to all of the other resources attributed to that author which can be
collocated in a library catalog. In this way, the cataloger has facilitated the
construction and contextualization of that creator’s authority. Readers
can get a sense of the scope and subject of the creator’s authority from the
bibliographic records alone. This capability takes on even more meaning
as bibliographic records are used as a research resource at scale in digital
humanities projects.34 But even taken individually, records with a named
creator confer the authority of that work to that person. The cataloger’s
power to ascribe authorship also empowers them to confer authority. The
catalog cannot be authoritative to its users, however, if catalogers are not
in conversation with domain experts and diverse end users.35 Without this
dialogue among scholars, users, and information professionals, the catalog constructs authors’ authority, but constrains its own.
CATALOGING AS CONVERSATION

This experience brought to the surface assumptions I held about the
professional activities of librarians vis-à-vis the frame “scholarship as conversation.” The frame asserts that “Communities of scholars, researchers,
or professionals engage in sustained discourse with new insights and
discoveries occurring over time as a result of varied perspectives and
interpretations.”36 Some of the music-related research on this frame addresses the inherently dialogic aspects of music creation, performance,
and study.37 Even within the temporal constraints of my dissertation, I
consulted peers and mentors at every turn, presented problems to my
committee, and heeded their advice. I did so because I understood that
only through an extensive dialogue with subject experts and other relevant stakeholders could I begin to do justice to my research topic.
However, initially I made the mistake of assuming that the sustained
conversation that is essential to scholarship and special formats cataloging
34. Sandra Tuppen, Stephen Rose, and Loukia Drosopoulou, “Library Catalogue Records as a
Research Resource: Introducing ‘A Big Data History of Music,’ ” Fontes Artis Musicae (2016): 67–88.
35. Erin Leach describes how the “library catalog and its records are in conversation with library
users” in “Using the Framework to Frame: Cataloging Policy and Practice as Seen through
the Lens of The Framework for Information Literacy for Higher Education,” in At the Helm:
Leading Transformation: The Proceedings of the ACRL 2017 Conference, March 22–25, 2017, Baltimore,
Maryland, https://www.ala.org/acrl/sites/ala.org.acrl/files/content/conferences/confsandpreconfs
/2017/UsingtheFrameworktoFrame.pdf.
36. Association of College & Research Libraries, Framework for Information Literacy for Higher
Education, accessed 23 July 2021, https://www.ala.org/acrl/standards/ilframework.
37. Erin Conor, “Engaging Students in Disciplinary Practices: Music Information Literacy and the
ACRL framework for Information Literacy in Higher Education,” Notes 73, no. 1 (2016): 9–21; Rachel
Elizabeth Scott, “Performance as Conversation: Dialogic Aspects of Music Performance and Study,”
in Disciplinary Applications of Information Literacy Threshold Concepts, ed. Samantha A. Godbey, Susan
Beth Wainscott, and Xan Y. Goodman (Chicago: Association of College and Research Libraries, 2017),
239–50.
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would have taken place in the processing of manuscripts in this important collection. My assumption was informed by personal experiences
working with catalogers who sustained conversations with domain experts
and found this to be essential to their work. These catalogers are active
participants in the conversation of scholarship and have seen that it enriches the bibliographic records they create, which in turn enhances and
creates research applications for bibliographic data.
The lack of conversation seems to be the unfortunate failure in the processing of this item. Catalogers are seldom domain experts in the subject
areas of the materials they catalog, and it would be impossible for most to
develop expertise in all of these areas. Cataloging norms and standards
function as a kind of instantiation of a conversation among many peers
and practitioners, meant not only to reveal the boundaries between cataloging and scholarship, but as an invitation to advance scholarly research
through the strategic deployment of that information and analysis. In the
case of my saga, the lack of dialogue with relevant experts and audiences
contributed to the construction of a false attribution, which was seductive
to me as a researcher.



I cannot help but feel that my experience as a librarian ought to have
served as a caution. With the digital surrogate of the manuscript in hand,
I confirmed that no name was recorded and understood that there had
been irregularities in the processing. As much as my background in libraries may have aided in my seduction by the bibliographic record—knowing
from experience how much care goes into precisely and comprehensively
describing unique materials, how much specialized expertise information
professionals bring to their work, especially with something as significant
as the Berg collection, and how seriously the act of authorial ascription
in cataloging is taken—it also should have made me more attentive to
deviations from standard processes. On the other hand this story demonstrates the value of scholarly checks and balances; I had the support of my
committee and colleagues in investigating the matter carefully, conferring with appropriate experts, and righting the wrong. Although painful
to me personally, correcting the scholarly record is a positive outcome.
This humbling experience makes me want to redouble my efforts to
not contribute to the seduction of the next generation of doctoral students. Although the assumptions I held disrupted my research process,
I was fortunate to be in conversation with scholars who encouraged me
to question my assumptions and qualify my find. I benefited from this
mentorship and hope to repay the favor. In my instruction, I will speak
to the importance of thinking critically and asking questions of even the
most deeply held personal, professional, and disciplinary assumptions. In
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order to help students unpack their own assumptions, I would encourage
them to identify their research-related assumptions and then to ask questions about why they believe what they do. To demonstrate, I would share
my previously-held assumption that catalog records accurately convey the
authority of creators, and then ask questions that reveal the shortcomings of that assumption. In this case, I might ask “Who creates catalog records?; What guidelines inform record creation?; or, What happens when
authorship is unknown or unclear?” and then discuss the resources and
conversations that could answer these questions. By modeling questionposing as a means to unpack assumptions, I also highlight the extent to
which inquiry and conversation drive research.
I think it is important to share examples of how messy research can
be with our students, especially those who aspire to research-intensive
positions. If the only examples we share are perfectly polished scholarly
articles, monographs, and conference papers, students gain little insight
into the time and struggle inherent to these, not to mention the missteps
and dead ends that are so often part of the process. Imposter syndrome
has been increasingly highlighted as a serious issue in academia; I hope
that by frankly sharing my experiences, students will see that even faculty
authors are not perfectly efficient in their research and struggle with imposter anxiety.38 By sharing my tale of woe with music librarians and information professionals, I hope to remind and inspire you to participate
actively in the conversation of scholarship and to remember your important roles in the creation of information and the construction of authority.
ABSTRACT

This cautionary tale outlines how a librarian with an understanding of
and respect for cataloging processes was the perfect candidate to be
duped by a false attribution in a bibliographic record. In the process of
compiling a list of compositions attributed to Alma Mahler for my dissertation, I encountered a handful of works not yet addressed in the scholarship on her compositional work. Despite numerous red flags, and much
to my detriment, I invested a great deal in one of these unqualified and
unsubstantiated attributions that turned out to be false. In the wake of
this false attribution, I have had to come to terms with how my professional identity as librarian has worked to my advantage and detriment as
a researcher. I leverage the ACRL frames “Authority is Constructed and
Contextual” and “Scholarship as Conversation” to explore this tension.

38. Wendy L. Sims, and Jane W. Cassidy, “Impostor Feelings of Music Education Graduate Students,”
Journal of Research in Music Education 68, no. 3 (2020): 249–63.

